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This essay looks at the representation of gender in order to examine 
the element of feminism inherent in the contemporary Malaysian 
film, Gol & Gincu (2005) directed by Bernard Chauly. The essay 
argues that the strong theme of feminism embedded in the film is a 
result of urban culture which is the direct product of globalization. 
Introduction 
Film always speaks of something, even they speak about nothing 
more than the apparatus itself, the film experience itself, or our 
conventional expectations concerning that experience. 
Metz(1974) 
The film Gol & Gincu is a new directorial product in the mainstream 
Malaysian cinema arena. In the film, the ordinary theme of love is given 
a new convention particularly in its cinematic trend. Regional in approach, 
it assimilates the trend inherent in the current Indonesian teenage romantic 
love encore such as those found in Eiffel I'm in Love (Dir: Nasri Cheppy, 
2003), Ungu Violet (Dir: Roko Prijanto, 2005) and Kiamat Sudah Dekat 
(Dir: Deddy Mizwar, 2003). This contemporary approach narrates the 
story of metropolitan teenagers, their dilemmas and struggles. Such 
stereotypical representation is common to the urban as well as rural 
teenagers. Nonetheless, Gol & Gincu evades the norm by focusing 
these common issues through its detailed construction of images: the 
mise-en-scene. Here, Metz (1974) describes the moment of filmic 
construction as the dissolution of systematicity: 
The system of the text is the process which displaces codes, 
deforming each of them by the presence of the others, contaminating 
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some by means of others, meanwhile replacing one by another, and 
finally as a temporarily "arrested" result of this general displacement 
placing each code in a particular position in regard to the overall 
structure, a displacement which thus finishes by a positioning which 
is itself destined to be displaced by another text. 
This analysis investigates the formal configurations making up textual 
systems through codes and their interconnection across the film in order 
to reveal the "desire of the film." It is here that the film texts such as its 
issues and characters come in close contact with the audience. 
Narrative 
Narrative is a kind of knowledge: etymologically derived from the 
Latin gnarus or knowing, narratives is a way coming to grips with 
the meaning of events, of perceiving the transformative effects of 
an action and grasping the role of time in human affairs. 
Prince (1987) 
Film narrative theory draws its basic concepts from two primary 
sources of semiotic thought: structuralism and Russian Formalism. This 
dual influence is reflected in the questions film narrative theory asks in 
the context of textual, including the attempt to designate the basic 
structures of story processes and to define the aesthetic languages unique 
to film narrative discourse. 
Through narrative analysis, the writer seeks to peel the seemingly 
motivated and natural relationship between the signifier and the story-
world in order to reveal the deep system of cultural associations and 
relationships that are expressed through narrative form. View through 
the prism of semiotic methodology, the conventional elements of narrative 
structure such as characters, plot, setting and point-of-view can be 
referred to as a system of sign which is structured and organized through 
different codes, icons and indexes. These signs communicate and interact 
with different messages which can relate to the real world in diverse 
ways. 
Based on the script written by Rafidah, director Bernard Chauly 
reformulates the story content, raising women's gender issues. Looking 
at the convention of film, then and now, its narratives are mostly in favour 
of women's issues, be it locally or universally. It is found in the films of 
Hollywood, Bollywood as well as other Asian countries. Perhaps, this is 
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due to women's sacrificial duty and the repression they faced in societies 
all over the world which are universal and comes in close contact with 
audiences. To these communities, feminine issues are unique and richer 
in content in comparison with their presumably perfected masculine 
counterpart. From the psychological point-of-view, women are addressed 
as the weaker sex or subordinate, employing the lower attributes known 
as "lack" and "inferior." On the other hand, the male is said to contain 
the "phallus," a perfected attribute linked to power and authorial 
dominance. This is Lacan's concept of "phallocentrism" which thrives 
upon the patriarchal system with man as the head of the family, superior 
in status and dominant in action. The film texts treat the textual logic of 
a determined fragment and also as to the scenario as a whole, all in 
terms of Oedipal trajectory of the film's male protagonist (Eddy), the 
contexts of patriarchal. Meanwhile, explores the textual logic of the film 
as a whole, foregrounding the elaborate mirror image effects and 
symmetries operative in the film ideology. 
As a whole, narrative space of Gol & Gincu, the work of the film, 
lies, in its opening segment. The inscription of the look in terms of 
identification on denying sexual desire in the context of patriarchy, through 
micro representation leads to a level of macro, the feminism ideology. 
Gol & Gincu saturates narrative space through one of the founding 
principles of narrative analysis which is the distinction introduced by 
Russian Formalist between the "fabula" and the "syuzhet" (Bal, 1985). 
This distinction operates at both micro and macro levels. In this case it is 
referred to Putri and her love frustration which leads her to become 
involved in the game of futsal. Through systems of alternation such as 
between syntagmatic units, smaller units become mobilized as part of 
the larger unit of narrative achieving its resolution. Within the segment, 
the transition from micro to macro is governed by a process of alternation 
whereby each match results from mutual interplay of cinematic codes 
such as futsal, the colour pink and the title Gol & Gincu itself. Here, the 
director reinterprets these live-relations, presents the visuals and structures 
the symbolization of his ideology in his quest for audience identification. 
Feminism 
Much of Bernard's visuals are denotative, with the portrayal of 
stereotyping the struggles of teenage girls. Focusing on the quest for 
love is shown in the character of Putri as its foreground. The background 
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of his film upholds a strong feminist element particularly the aspect of 
lesbianism shown through the friendship of Zie and Shasha. However, 
this showcase is subtle in approach. Until today, the issue of lesbianism 
has never been spoken outright in the narrative of Malaysian cinema. 
The closest attempt at portraying this was Rozana Cinta '87 (1987) 
directed by Nasir Jani, with the ending depicted as surrendering to the 
norms of the patriarch. 
Based on the director's point of view, the types of characters are 
projected as the reality of characterization found within the cityscape. 
Among them are the problematic Putri, J (Juita), Sarah, Ling, Dayang 
and Aisyah. They are the typical signification of ordinary female teenages, 
having little power or control over their life. There are also the dominant 
characters of Putri and Shasha. Putri is soft spoken, feminine and child 
like, representing the circle of cheerleader. Shasha is just the opposite: 
tough, robust, rugged and independent, representing the circle of the 
striker. This binary effect in their characterization will in the end unfold 
the rationale behind the narrative of the film whilst promoting the aspect 
of feminism. In its resolution, Shasha gladly befriends Zie while Putri 
finds contentment with Reza. This ending depicts the downfall of the 
male character (Eddy) who is penalized for transgressing the framework 
of masculinity and the code of patriarchy. As Stam, Burgoyne and Lewis 
(2002) put it: 
The Oedipal complex signals the transitions from the pleasure principle 
to the reality principle, from the familial order to society at large. 
The threat of castration and the Oedipal complex are the symbolic 
imposition of culture's rules they represent the law, morality, 
conscience, authority ... 
This is shown in the story when Eddy tries to deny the concept of 
Oedipus Complex (male superiority) by Lacan and Freud, in which the 
Oedipal situation becomes a conflict between desire and law, that Lacan 
calls symbolic. As Stam, Burgoyne and Lewis further state: 
Oedipal moment involves symbolic structures representations which 
are significant to the subject rather than actual individuals. He sees 
two symbolic laws which characterize the human species. 
As Lacan puts it as governing the formation of the unconscious 
itself. In this study it refers to Eddy's characterization (desire and 
patriarch) by choosing Shasha instead, the non ideal representation of 
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women. The ideal woman is said to inhibit motherly virtues, homely, 
devoted and passive. Eddy in this instance tries to achieve the Imaginary 
order are in identifying himself with the concept of Others by Lacan. 
Here, 'others' are the personification of the metropolitan teenage boys 
- the developed cities such as New York, Jakarta, London and Los 
Angeles. 
Nonetheless, Rafidah, through the director clearly denies (not in total) 
the ideal woman status as promulgated by the feminist activist by creating 
the character of a deviant Putri. Putri revolts by joining the Futsal team 
as captain whilst maintaining her "cheerleader" character. To Rafidah, 
this is the ideal metropolitan teenage woman, a combination of both 
striker and cheerleader. This opinion is narrated by Juita's mother 
referring to futsal as a man's game and equally, a woman with man's 
qualities quoting "If you are a woman, act like one. Stay at home, wear 
sarong, learn to cook instead of running here and there, cutting your hair 
short and acting like a man." However, her perception changes when 
she visits Putri's house and finds her views are quite misleading. 
The connotative visual portrayed by Bernard through the script by 
Rafidah chooses futsal as an important interplay in the film. On its own, 
the game futsal highlights the concept of feminism in the context of 
modernism and as a product of globalization. Connotatively, futsal becomes 
the icon and indication to the audience in relation to the aspect of feminism. 
This aspect conveys the interconnection between class and gender, 
including the fundamental location of gender inequalities and the dual 
roles of woman in the reproduction of capitalism (Baker, 2000). In other 
words, it strengthens the right to equality for both man and woman. As 
such, futsal conveys the oppression and anger faced by woman and 
their frustration with the patriarchy (Nelmes, 2001). In addition, futsal 
itself identifies strongly with the character of Eddy. The victory of the 
game reflects the "ownership" of Eddy. Here, Putri undergoes the 
imaginary order by facing her lack and castration to own Eddy. The 
completion of this process is shown from her zero knowledge on futsal 
up till the formation of her own team. Nonetheless, the completion of 
herself to the equality of Eddy's desire as an ideal woman is at the peak 
of the final match but, then, is discarded by Putri when the game is 
completed. Both Eddy and the game face the same consequence. In 
Shasha's character, the whole Eddy concept (father figure) is undeniably 
acknowledged. Yet within the psychoanalytic framework, the female 
also signifies the threat of castration, evoking in the male a reaction of 
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defense. Nonetheless, to Shasha, the phallus in Eddy is an inferior 
castration. This is the reason why Shasha denied Eddy. Shasha being at 
the peak of her deviance concludes Eddy as the lack and no longer a 
father figure. Conclusively, the denial of Shasha and Putri points towards 
the denial of the patriarchal system. 
Eddy in this instance contributes to the identification of authorial 
power and patriarchal values of the middle class. Under close scrutiny, 
Gol & Gincu also speaks on the castration of the male masculinity. It 
passes judgement upon the male ego especially in the context of superiority 
and dominance and upholds the concept of feminism. This is shown in 
the issues of incest (Jiji's father), polygamist (Eddy's father) and egoist 
(Eddy and Sarah's boyfriend). Castration is formed by projecting the 
irony of the concept of a father figure which should be synonymous with 
the masculine gender. 
Globalization 
Gol & Gincu also explores the concept of modernism as a product of 
globalization. This impact is highly influential in defining the identity of 
urban teenagers in Kuala Lumpur particularly within the Klang Valley. 
Globalization in this context is the formation of capitalism in cities such 
as Kuala Lumpur as introduced by Baker in our earlier discussion. 
However, Harvey points to capitalism as a product of the state that 
ultimately shapes its urban environment (Harvey, 1985). The states 
mentioned by Harvey refer to renowned cities of the world - "global 
cities" such as Tokyo, London, New York and in this scenario, Kuala 
Lumpur. To him, the characteristic of the states will determine the process 
of urbanization and modernization. Berman (1982) accentuates: "to be 
modern is to find ourselves in an environment that promises us adventure, 
power, joy, growth, transformation of ourselves and our world. Castells 
(1983) on the other hand believes that modernism is a product of the 
collective consumption inherent to capitalism and the creation of an urban 
environment. To him, this collective consumption consists of the basic 
infrastructure within a cityscape such as public transportation, housing, 
recreational facilities and other infrastructures. Clark sees finance and 
banking as additional ingredients of this collective consumption. This 
scenario points towards the "management" of a city, an important 
restructuring element within global capitalism. Asynchronously, it will 
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remain to be a lifelong pattern of urbanization. As mentioned by King 
(1983): ". . . all cities today are world cities, yet they have not just assumed 
that role overnight." 
In this light, the representation of Gol & Gincu, backed by the 
background of the Klang Valley can be seen as portraying the time and 
space predominantly of urban characteristics. The restructuring of these 
urban spaces ties in with Clark's account of "global cities" where the 
regeneration of urban and modern culture begins to unfold; popular culture 
of the youngsters. Within the urban context of regeneration, a new cultural 
identity is formed in tandem with "global cities" of Jakarta, Sydney, New 
York or London. This can clearly be identified in the mise-en-scene of 
Gol & Gincu, such as futsal, the usage of the English language, clothing, 
Pan-Asian features, mixed parentage and the Malaysian ethnic such as 
Reza who represents the Jawi Peranakan clan. The process of globalization 
in this instance is part and parcel of the product of imperialism of the 
Third World countries in the Asian region particularly Malaysia. As 
Tomlinson (1991) puts it: 
Globalization may be distinguished from imperialism in that it is a far 
less coherent or culturally directed process. For all that is ambiguous 
between economic and political senses, the idea of imperialism 
contents at least the notion of a purposeful project: the intended 
spread of a social system from one centre of power across the 
globe. 
This process extols the idea of "scattering and colonizing" the physical 
and psychological principles of living of a particular society. In the analysis 
of Gol & Gincu, the ideology of feminism especially lesbianism is a 
clear product of imperialism and globalization. Apart from futsal amongst 
woman, the "regeneration" of an ideal woman is projected in the character 
of Putri. The victory over the ideal and conservative feminism is portrayed 
in the character Shasha. In addition the freedom espoused by these 
characters is reflective of the characteristics of the city dweller. This is 
shown in the scene where Putri enters and exits Eddy's room as if it is 
her own. This development is congruent with Freud's view (Baker, 2000): 
Changes in cultural and symbolic order are said to lead changes in 
subject formation ... structuring of human subject is not something 
we are born with, rather it is something we acquire through our 
relationships with our immediate "carers." 
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By identifying the "carers" and the impact of modernization, 
imperialism and globalization in Gol & Gincu, a new identity is formed 
and simultaneously, the faces of urban dwellers are defined. This is the 
"construction of images" by the director in his application of futsal, Pan-
Asian looks, Yoga, high-end living and recreational facilities. 
Conclusion 
Gol & Gincu is a clear-cut representation of feminism, derived out of 
the restructuring of urban societies in major cities of the world. It can be 
seen as a branch of psychological imperialism by advanced nations such 
as America. This is visible in its aspect of branding and product ingraining. 
Thus, Gol & Gincu contributes wholly to this restructuring of image in 
its narrative context. The feminism aspects are in line with other local 
films such as Perempuan, Isteri & ... (Dir: U-Wei Haji Saari, 1993), 
Buai Laju-Laju (Dir: U-Wei Haji Saari, 2004), Sepi itu Indah (Dir: 
V.N. Raj, 1990) and Femina (Dir: Aziz M. Osman, 1994). Nonetheless, 
there is a striking difference in Gol & Gincu as it defies the patriarchal 
influence and upholds feminism and in particular, lesbianism. To the 
Western critics, this is an ingredient of urban culture in the context of 
modernism which is a direct product of globalization. 
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